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Abstract   
The purpose of this paper is to provide an integrative review and future directions for 
research in arts marketing by highlighting the social and cultural mechanisms by which 
marketing research can be inspired, especially in the context of contemporary arts. We 
categorise previous research in arts marketing into three perspectives: Marketing of Arts 
Organisations; Marketing with Artworks/ Artists; Marketing from the Art World. With these 
three categories, this paper also examines recent developments in the contemporary art 
market to discover emerging trends and issues. The primary contribution of the paper lies in 
identifying Marketing from the Art World as a new perspective from which to explore central 




Arts management emerged as a higher education programme and an academic discipline in 
the United States in the 1960s. According to Chong (2009), cultural institutions and large 
corporations in America promoted arts and cultural industry in the 1960s because they 
recognized a significant imbalance between the country¶s artistic and cultural status and its 
geopolitical and economic power. American institutions and corporations advanced ³a nexus 
between business and the arts, including business sponsorship and culture as subjects of 
economic inquiry´, which was adopted later as a viable cultural strategy by other countries 
(Chong 2009, 3). Since the 1970s, the discipline of arts marketing has been flourished 
%RRUVPD  2¶5HLOO\ 5HQWVFKOHU DQG .LUFKQHU , contributing to organizational 
effectiveness and public awareness of cultural promotion. With the development of the field 
of arts management shaped by publishing journals (Ebewo and Sirayi 2009), expanding 
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educational programmes (Evrard and Colbert 2000), and launching international conferences 
(Kirchner and Rentschler 2015), arts marketing has enjoyed shared scholarly growth while 
establishing itself as a distinctive discipline to analyse the arts market 2¶5HLOO\.  
Several scholars have attempted to review the literature in arts marketing and management. 
Colbert and St.-James (2014) map out the evolution of arts marketing and propose a roadmap 
for future research. Fillis (2011) outlines the development of research in arts marketing with a 
longitudinal approach. Bradshaw (2010) explains the relationship between arts and marketing 
based on an axiomatic analysis. The scholarly progress of arts marketing is also the analysis 
of citations  (Kirchner and Rentschler 2015; Pérez-Cabañero and Cuadrado-García 2011; 
Rentschler and Kirchner 2012; Rentschler and Shilbury 2008). However, these studies pay 
scant attention to the relationship between their proposed directions of academic research and 
contemporary contexts and issues of arts marketing practice. To fill the gap, we aim to 
investigate the link between academic analyses and empirical contexts of arts marketing.  
Firstly, we provide a brief review of research in arts marketing to explain the initial 
adaptation of marketing in the arts and its later developments. Since the 1990s, the period of 
noteworthy development in arts marketing (Lee 2005), the discipline has evolved in terms of 
either upholding the initial adaptation of marketing techniques to the arts such as promotion, 
pricing, and market segmentations, RUGHYHORSLQJQHZUHVHDUFKGLUHFWLRQVE\FRQVLGHULQJ³the 
arts as a marketing context´ (Butler 2000, 345).  
Secondly, we present a thematic classification of research in terms of three perspectives, 
highlighting the evolutionary process of arts marketing over the last two decades: 1) 
Marketing of Arts Organisations is concerned with applying marketing concepts and 
techniques to increase the audience of arts institutions in line with their missions; 2) 
Marketing with Artworks/Artists focuses on what marketing can learn from the arts; and 3) 
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Marketing from the Art World explores the social context and structure as central constituents 
of arts marketing rather than just shadows of influence. The art world was initially conceived 
as an abstract property that enables aesthetic appreciation: ³>W@RVHHVRPHWKLQJDVDUWUHTXLUHV
something the eye cannot decry - an atmosphere of artistic theory«´ (Danto 1964, 580). The 
concept of the art world allows researchers to examine social networks (Becker 1982) with 
which artists and intermediaries such as collectors, dealers and critics collectively constitute 
the knowledge that ³a work can be seen as an artwork´ (van Maanen 2009, 8). Thus, a 
sociological approach to arts marketing holds much promise for rigorous research and 
meaningful discoveries.   
Thirdly, based on the classification of research in arts marketing, we discuss different 
interpretations of branding from the three perspectives to delineate pertinent issues of 
research in the context of the contemporary art market (CAM). This involves the 
consideration of key actors in the market as a brand and the emergence of new intermediaries 
such as art fairs and digital platforms. Moreover, we examine relevant research by scholars in 
the United States, according to each perspective. Arguing for the necessity of the Marketing 
from the Art World perspective for exploring the significant transformation in the CAM, we 
will identify emerging issues in the practical field and discuss their implications for arts 
marketing research. 
A Historical Overview of Arts Marketing Research 
Kotler and Levy's seminal article (1969) expanded the concept of marketing into all types of 
organisations, as well as services, people and ideas. Following Kotler and Levy (1969), the 
1970s witnessed the development of marketing concepts in the sectors such as health, service 
industries and non-profit organisations (Colbert and St-James 2014). The field of art was not 
immune from this trend and the concept of marketing was also introduced to the arts sector. 
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Diggle (1976, 21) defines arts marketing as follows: ³>W@KHSULPDU\DLPRIarts marketing is 
to bring an appropriate number of people into an appropriate form of contact with the artists 
and in so doing to arrive at the best financial outcome that is compatible with the 
DFKLHYHPHQWRIWKDWDLP´ 
In its beginning, arts marketing was concerned with ³marketing as a set of WHFKQLTXHV´(Lee 
2005, 292). In other words, the tactics from marketing in commercial sectors were directly 
applied into arts to increase the sales of tickets. For instance, Newman (1977) stressed 
subscriptions as a tactic to increase audiences for performing arts. In this period, therefore, 
research in the field examined the audience¶s activities of learning or education (Rentschler 
2002).  
In the 1980s, the influence of marketing on the arts sector increased considerably and many 
handbooks about arts marketing were published, including The Guide to Art Marketing 
(Diggle 1984),  Marketing the Arts (Mokwa, Dawson, and Prieve 1980), and Marketing the 
Arts! (Melillo 1983). In the preface to Marketing the Arts, Kotler (1980, xv) said that 
PDUNHWLQJ EHFDPH ³WKH FULWLFDO PHFKDQLVP IRU EXLOGLQJ, enduring and satisfying the 
UHODWLRQVKLSVEHWZHHQDUWVRUJDQL]DWLRQVDQGLWVWDUJHWDXGLHQFH´, pointing out the problem of 
transferring marketing concepts directly to the arts sector. The problem lies in the differences 
between commercial goods and artistic outcomes. Arts marketing does not start from the 
needs of the market, but is initiated right after the produced outcomes from artists. In this 
sense, Mokwa, Nakamoto, and Enis (1980, 15) argue that ³>P@DUNHWLQJGRHVQRWWHOODQDUWLVW
how to create a work of art; rathHUWKHUROHRIPDUNHWLQJLVWRPDWFKWKHDUWLVWV¶FUHDWLRQVDQG
interpretations ZLWKDQDSSURSULDWHDXGLHQFH´ 
As the discipline of marketing expands its interest in non-profit arts organisations, arts 
marketing becomes aware of ³D VKLIW LQ SRZHU DQG DXWKRULW\ IURP SURGXFHU WR FRQVXPHU´ 
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(Rentschler and Wood 2001, 62) while recognizing the need for democratising arts 
organisations. Accordingly, marketers needs to develop differentiated strategies for targeting 
different segments of the audience. In this period, empirical research focused on the 
motivations and behaviour of visitors to cultural institutions by directly adopting the logic of 
marketing (Andreasen and Belk 1980) and analysing patronage of the performing arts (Belk 
and Andreasen 1982). 
Since the 1990s, the position of marketing in the arts has been established by creating and 
disseminating knowledge through higher education programmes, academic and practitioner 
conferences and manuals of marketing practice supported by government funds (Lee 2005). 
The proliferation of research in arts marketing has led WKHGLVFLSOLQH³IURPPDUNHWLQJDV D
IXQFWLRQDO WRRO WR PDUNHWLQJ DV D EXVLQHVV SKLORVRSK\ DQG VWUDWHJ\´ (Boorsma and 
Chiaravalloti 2010, 298). While arts marketing has cultivated a flourishing field of research, 
the practical contextual nature of the discipline has also led to a lack of consensus on its 
boundary and content. The fragmentation of research themes in arts marketing is mainly 
caused by the possibility of interpreting the term, arts marketing, in different ways. Different 
connotations of arts marketing result in variations in the direction of research and the subjects 
of inquiry. With reference to different definitions of arts marketing shown in Table 1, the 
connotations of arts marketing are reconceptualised and categorised into three broad 
perspectives: Marketing of Arts Organisations, Marketing with Artworks/Artists, and 
Marketing from the Art World. 
[Insert Table. 1] 
Marketing of Arts Organisations  
The first perspective, Marketing of Arts Organisations, is primarily concerned with cultural 
institutions applying marketing concepts and principles. It highlights the DUWVPDQDJHU¶VUROH
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LQ H[HFXWLQJ PDUNHWLQJ VWUDWHJLHV ³WR PD[LPL]H UHYHQXH DQG PHHW WKH RUJDQLVDWLRQ¶V
REMHFWLYHV´ (Byrnes 2009, 373). Following practitioner-oriented research by Diggle (1976) 
and Newman (1977) in the performing arts sector in the 1980s, research based on this 
perspective focuses on promotional activities of cultural organisations especially for 
increasing the number of audience members or buyers (Byrnes 2009; Diggle 1994; Hill, 
2¶6XOOLYDQDQG2¶6XOOLYDQ.RWOHUDQG.RWOHU.RWOHU.RWOHUDQG.RWOHU. 
Bradshaw (2010) points out that previous research based on Kotler and Scheff (1997) informs 
cultural institutions in applying marketing principles, instructing how to perform market 
segmentation and how to apply quantitative market research tools. Venkatesh and Meamber 
(2006, 15) call this tendency as ³managerial-RULHQWDWLRQ´, ³>P@DUketing principles are 
DSSOLHG WR DGYDQFH DUWV FRQVXPSWLRQ HJ VHJPHQWDWLRQ´. Colbert et al. (1994) also 
emphasises the importance of segmentation as a marketing strategy in cultural organisations.  
In other words, arts marketing is deployed as a managerial tool for artists or cultural 
institutions in order to promote their cultural goods (KXEDFNLDQG2¶5HLOO\.  
As Rentschler's (2002) analysis highlights arts marketing¶s maturation in terms of evolving 
from a functional use of marketing for the arts to integrating the mission of arts organisations 
with marketing. Colbert et al. (1994, 14) notes that ³FXOWXUDOPDUNHWLQJLVWhe art of reaching 
WKRVHPDUNHWVHJPHQWV«LQFRQWDFWZLWKDVXIILFLHQWQXPEHURIFRQVXPHUVDQGWRUHDFKWKH
REMHFWLYHVFRQVLVWHQWZLWKWKHPLVVLRQRIWKHFXOWXUDOHQWHUSULVH´For instance, to achieve the 
mission of a museum in the United States, market research should be carried out in terms of 
geographical, demographic, psychographic and behavioural dimensions of the audience. This 
JHQHUDWHV ³VWUDWHJLF JRDOV´ for the museum, deploying marketing tools and tactics such as 
advertising, promoting, pricing, positioning and branding (Kotler, Kotler, and Kotler 2008, 
460). Additionally, social and cultural issues are addressed by analysing consumers¶ 
satisfaction, trust, and commitment to the organisation (Garbarino and Johnson 1999). 
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Thompson (2008; 2014) applied the concept of brands to players in the CAM explicitly. 
More recently, the application of social network services for museums is explored in 
connection with relationship marketing (Chung, Marcketti, and Fiore 2014).  
Branding in this stream of research is considered one of the marketing tools for increasing the 
reputation of arts organisations and the number of visitors 3KLOOLSVDQG2¶5HLOO\+HGH
2007; Scott 2007). According to Kotler, Kotler, and Kotler (2008, 139), the purpose of 
applying branding to a PXVHXPLV³WRDPSOLI\WKHPXVHXP¶VSRVLWLRQLQJVWUDWHJ\VRWKDWLWLV
FDUULHG RXW LQ DOO RI WKH PXVHXP¶V GHFLVLRQV DQG DFWLYLWLHV´ Several studies explore the 
museum context in relation to branding theory. After introducing the brand equity of 
museums conceptually (Caldwell, 2000), empirical study is conducted with the purpose of 
measuring the brand association of a museum with relation to the motivation of viewers 
(Caldwell and Coshall 2002). They notice that visitors are not aware of it in spite of 
expecting museums to play a role as a brand, which gives opportunities for museum 
managers to formulate the brand identity and association of the museum. Camarero, Garrido, 
and Vicente (2010) examine the determinants of brand equity in a particular art exhibition 
and compare the views between external and internal visitors. In their later work they 
introduce the idea of ³cultural brand equity´ and explore the satisfaction of visitors 
(Camarero, Garrido-Samaniego, and Vicente 2012). More recently, using a survey, Liu, Liu, 
and Lin (2013) measured brand equity of a science museum in Taiwan. 
Marketing with Artworks/Artists  
The second research perspective, Marketing with Artworks/Artists, stems from critical 
responses to the limitations of research from the instrumental perspective of Marketing of 
Arts Organisations (Chong 2009; Fillis 2011; Fillis and Rentschler 2005; Hirschman 1983;  
McCracken 1990). The main criticism for Marketing of Arts Organisations is that it hardly 
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explains ³PXVHXP-goers as culture-bearers, art object as cultural artifacts, and the interaction 
EHWZHHQ FRQVXPHUV DQG REMHFW DV D FRPSOH[ VRFLDO DQG FXOWXUDO HYHQW´ (Venkatesh and 
Meamber 2006, 14). Bradshaw (2010, 8) insists that this stream of research separates the 
domain of the arts from the concept of marketing, for it ³DUJXDEO\ VPXJJOH[s] a primitive 
FRQFHSWXDOL]DWLRQRIDUWDQGPDUNHWLQJDVGLDPHWULFDOO\RSSRVHG´. Thus Bradshaw stresses the 
implications of interaction between the arts and the marketing context. Fillis (2011) also 
suggests that examining arts as a context would give creative insights to marketing theory. 
Marketing with Artworks/Artists embraces the interpretive and aesthetic dimensions of art, 
³HQJDJLQJ ZLWK WKH PDUNHWLQg content of artistic artefacts and applying the tools and 
techniques of artistic appreciation to marketing institutions and ephemera such as advertising 
DQG SURPRWLRQDO FDPSDLJQV´ (Chong 2009, 131). )ROORZLQJ &KRQJ¶V DUJXPent, we divide 
Marketing with Artworks /Artists further into two categories of literature.  
The first category of Marketing with Artworks/Artists is the application of artistic products 
and contents to marketing in which organisations consider arts as an instrument of their 
marketing practice: ³arts as a means by which management can enhance organisational value 
creation capacity and boost business performance´ (Schiuma 2011, 1). In other words, this 
perspective intends to use the characteristics of the arts as the content of marketing. For 
instance, several companies use the features of art to promote their products. De Beers has 
used paintings to convey the idea of equating the image of diamonds with the unique image 
of certain paintings (Epstein, 1982). Since 1986, Absolut Vodka has exposed artistic images 
in their advertisements by collaborating with contemporary visual artists (Lewis 1996). Louis 
Vuitton, launched a new design line in partnership with Murakami, a contemporary artist 
from Japan, for the purpose of intriguing younger customers (Riot et al., 2013). 
Several empirical studies in the US adopt an interpretive and aesthetic approach to marketing. 
Fine arts are used in advertising (Hetsroni and Tukachinsky 2005) while music is a catalyst 
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affecting the purchase intention of customers (Alpert and Alpert 1990). Hagtvedt and Patrick 
(2008a) report the influence of visual art on marketing in their empirical study. They point 
out that art creates connotations of luxury and prestige and facilitates cognitive flexibility, 
positively affecting FXVWRPHUV¶HYDOXDWLRQRIEUDQGHxtension. Through similar experiments, 
WKH\UHYHDOWKDWWKHSUHVHQFHRIYLVXDODUWKDVDSRVLWLYHHIIHFWRQWKHFRQVXPHUV¶HYDOXDWLRQ
of a product (Hagtvedt and Patrick 2008b).  
The second category in Marketing with Artworks/Artists includes research contributing to the 
development of marketing theory via understanding the context of the arts (Bradshaw and 
Holbrook 2007; Bradshaw, Kerrigan, and Holbrook 2010; Fillis 2004; Fillis and Rentschler 
2005; Fillis 2006; Fillis 2009; Fillis 2011; Fillis 2015; Lehman and Wickham 2014). That is, 
the research in this category explores ³ZKDW WKHPDUNHWHUFDQ OHDUQ IURP WKHDUWLVWV´ (Fillis 
2000, 52). As Brown and Patterson (2000, title page) said, ³>D@rt and aesthetics are firing the 
marketing imagination´, which is an essential concept of interpretative marketing approaches 
in the arts. Butler (2000, 345) puts it differently, noting that arts marketing is ³NQRZOHGJH of 
the marketing concept«IRFXVHVGLUHFWO\RQWKHGLVWLQFWLYHFKDUDFWHULVWLFVRf the arts that have 
implications for marketing decisions and activities´.  
In the US, historical archives of famous artists provide innovative insights into marketing 
theory. For instance, historical documents on Andy Warhol are explored to offer insights into 
the theory of consumer behaviour (Schroeder 1997), capturing the intersection between visual 
arts and marketing. For instance, Italian Renaissance Art could give insights into inducing 
consumerV¶ desire for technological innovation (Schroeder and Borgerson 2002). In addition, 
Schroeder (2006) explains the rationale for studying artists in the management field, based on 
his study of the American contemporary artist, Thomas Kinkade, reminding the intellectual 
risks of aestheticizing management.  
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For Marketing with Artworks /Artists, the context of art is a lively source of innovative 
insights for branding. For instance, Schroeder (2005) explores the historical context of 
famous artists such as Andy Warhol, Cindy Sherman and Barbara Kruger, in terms of 
creating their images and fame, thus treating them as brands. Muñiz, Norris, and Fine (2014) 
SRLQW RXW WKDW 6FKURHGHU¶V  ZRUN LV LPSUHVVLYH LQ WHUPV RI H[SODLQLQJ the theory of 
branding based on artistic context, but it is not surprising as the artists - who are explored by 
Schroeder ± already engage with consumer culture (e.g., Andy Warhol appropriated the 
image of commercial brands). They suggest that ³>P@RGHUQ DUWLVWV«FDQKHOSXVXQGHUVWDQG
KRZDEUDQGDFKLHYHVFXOWXUDOUHVRQDQFHDQGEHFRPHVLFRQLF´ (Muñiz, Norris and Fine 2014, 
83).  That is because the data about famous artists are richer than those about a successful 
brand. Studying biographical data on Pablo Picasso, Muñiz, Norris, and Fine (2014) argue 
that the development of brands can be understood by tracing 3LFDVVR¶V VNLOOs in reading 
cultural changes and interacting with the intermediaries in the field of art.  
Marketing from the Art World 
The third perspective, Marketing from the Art World, stresses social and contextual 
approaches to art which overlap in part with Marketing with Artists/Artworks. The research 
from both perspectives contributes to generating fresh insights for marketing theory by 
examining artistic context and content. While research in Marketing with Artist/Artworks 
explores creativity, aesthetics, symbolic value and hedonic experiences in arts, research in 
Marketing from the Art World focuses more on the societal level issues of the arts. The arts 
are not isolated from society (Alexander 2003) and the market for the arts is built based on 
the political and sociocultural context of society. Referring to Powell and DiMaggio (1991), 
Lee (2005, 301) argues that ³ongoing social relations and institutions such as trust, networks, 
QRUPV DQG EHOLHIV´ influence and constrain the market. Marketing from the Art World, 
therefore, focuses on social mechanisms for generating the arts, symbolic meaning of the arts 
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and networks and processes of legitimising artists/artworks. For this perspective, the aim of 
marketing is associated with the ways of increasing potential artistic value which requires an 
understanding of the way in which the value is spread to the society (Botti 2000).   
Marketing from the Art World is inspired by sociological interpretations of the arts market 
(Becker 1982; Danto 1964; Bourdieu 1993; Bain 2005; Baumann 2007). Indeed, Danto (1964) 
introduced the notion of art world (Yanal 1998). He suggests that applicable rationales in art 
theory and history may serve to identify an object as a work of art and these rationales should 
supersede judgements based upon the beauty or appearance of the artwork (Danto 1964). The 
Art world is also discussed by Dickie (1974) in the sense that it operates ³both as a 
gatekeeper and as an attributor of value´ (MacNeill and Wilson-Anastasios 2014, 296). 
In sociology, Becker (1984) addresses the production of the cultural approach to art with the 
art world. Becker (1984, X) denotes the term art world as  
[T]he network of people whose cooperative activity, organized via their joint 
knowledge of conventional means of doing things, produces the kind of art works 
that art world is noted for.  
In Becker¶s art world, the artist is not the sole contributor in producing the value of artworks, 
but the endorsements in the whole system/network also contribute to providing artworks to 
society. As there is a holistic structure of social networks regarding the production, 
distribution, and consumption of artworks in society, the value of artworks is determined by 
the consensus between players in the network.  
Becker¶s art world corresponds to Bourdieu's (1996) concept of the field of art. Both art 
world and the field of art refer to the properties of social structure underlying the realm of art 
practice. An artist, in their view, is not isolated from the society. Bourdieu (1993) argues that 
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insiders in the field of art contribute to constituting the ideology of arts and acknowledges 
that the ideology enables the legitimacy of artworks. With regards to the difference between 
these two seminal authors, Bourdieu theorises the connection between the field of art and the 
wider social structure whilst Becker does not explicitly argue for such a connection with 
³sever[ing] art worlds from the society in which they are embedded´ (Alexander 2003, 295). 
While Becker¶s concept of art world highlights the cooperative network without addressing 
the issue of power conflict, in Bourdieu¶s the field of art, the value of artworks is essentially 
constructed by the agents¶ struggles for power positions and their social legitimacy.    
In the context of general product markets, scholars consider a brand as a repository of 
meaning and the meaning is collectively constructed in society (Fournier 1998; Holt 2004; 
McCracken 1993; Kornberger 2010; Hatch and Rubin 2006). A group of researchers studied 
branding in the arts market from a socio-cultural perspective (Hewer, Brownlie, and Kerrigan 
2013; Kerrigan et al. 2011; Muñiz, Norris, and Fine 2014; Preece and Kerrigan 2015; Rodner 
and Kerrigan 2014; Rodner and Preece 2015). They address how brands are posited in society, 
considering brands (artists) as a symbol and branding as the process of generating symbolic 
meaning for the brand in society. While acknowledging the limitations of applying the logics 
of branding, devised for controlling brands in a private company, the socio-cultural 
perspective on branding provides a useful lens to analyse the arts market (Preece and 
Kerrigan 2015). Following %RXUGLHX¶V WKHRU\ RI cultural, social and symbolic capitals, 
Rodner and Kerrigan (2014, 113) argue that the symbolic meaning of artist brands is 
FROOHFWLYHO\FRQVWUXFWHGE\DJHQWV LQ WKHDUWZRUOGDQG WKHDJHQWV³XWLOLVH WKHLUFXOWXUDODQG
VRFLDOFDSLWDODVDPHDQVRIYDOLGDWLQJDQGSRVLWLRQLQJDUWLVWVZLWKLQWKHPDUNHW´ 
[Insert Table 2.] 
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Three perspectives on arts marketing and their implications for branding are summarised in 
Table 2. Representative empirical studies in the United States are identified according to 
these three perspectives of research. In the following section, we explain why the Marketing 
from the Art World perspective is necessary for exploring distinctive changes in the CAM.  
Current Trends in the Contemporary Art Market 
Brands in the CAM 
As both individuals and cultural institutions can be considered brands (Thompson 2008), 
brands noticeably pertain to the CAM: ³[p]erhaps in no other market is the relationship 
between name recognition, value and branding so clear´ (Schroeder 2005, 1300). Scholars 
have agreed that famous artists might be considered as brands (Hewer et al., 2013; Kerrigan 
et al., 2011; Muniz et al., 2014; Schroeder, 2005, 2010; Thompson, 2009). For example, the 
fine art market has been led by works of famous artists, such as Picasso, Van Gogh, 
Rembrandt, and Caravaggio. The phenomenon of artists as global brands has been intensified 
in the CAM (Schroeder, 2005) as illustrated by the cases of Andy Warhol and Damien Hirst 
(Lehman, 2009).  
Secondly, cultural institutions are also regarded as brands. Visitors to museums and galleries 
have many choices, resulting in competition between cultural institutions. These institutions 
have considered various ways in which they can attract more visitors by building their brand 
image. For example, certain museums have successfully established their brand value in the 
global market, such as MOMA (Camarero, Garrido-Samaniego, and Vicente 2012), TATE 
3KLOOLSVDQG2¶5HLOO\5LGJH, and Guggenheim (Caldwell, 2000; Chong, 2009).  
Thirdly, renowned collectors are also considered to be a brand in the CAM. Charles Saatchi, 
a former advertising mogul, exemplifies the branded collector. Saatchi is a major player in 
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the CAM (Freeland 2001), embodying multiple roles as dealer, gallerist, and collector. 
6DDWFKL¶V Vignificant influence on the market is demonstrated in establishing the Young 
British Artists. Muñiz, Norris, and Fine (2014, 74) QRWHWKDW6DDWFKL¶VSXUFKDVHRIDUWZRUNV
can give ³strong prestige´ to artists. Thus the branded collector¶V acquisitions of 
contemporary arts provide an indirect hallmark (brand) for the public.  
The Emergence of New Intermediaries: Art Fairs and Digital Platforms 
In the CAM, the most remarkable change is the growing importance of new intermediaries 
such as art fairs and digital platforms. The market has witnessed the establishment of art fairs 
and the expansion of online platforms for the last decade. Both of these two intermediaries 
are considered to be symbols of cultural globalisation (Velthuis 2014). Globalisation provides 
not only opportunities for actors in the CAM, but it also presents risks for the traditional 
players in the market. On the one hand, the growing demand in developing countries allows 
dealers, museums, auction houses, and art fairs to seek new opportunities for opening satellite 
spaces in each country. In addition, with the increasing accessibility in using the Internet, 
collectors are able to buy works of art without territorial constraints, which gives a chance for 
artists and cultural institutions to reach global audiences. On the other hand, globalisation 
puts financial and organisational pressures on dealers, galleries and auction houses in coping 
with larger scale and scope of operations. A massive volume of temporary demand for artists 
would also negatively impact the quality of their works.  
The rapid expansion of art fairs and digital platforms is underpinned by the increasing 
globalisation of the CAM. First, art fairs have become established as a significant ancillary 
channel for distribution in the arts market. The temporal events for dealing in fine arts or 
antiques are held in different host cities at different periods, which means that the art fair is 
held globally in an entire year. Therefore, we can say that we are currently in ³[t]he art fair 
16 
 
age´ (Barragán 2008) or the ³art fair phenomenon´ (Dalley 2013). The following figures 
specify the influence of art fairs on the entire art market: according to the annual report by 
TEFAF (McAndrew 2015), over 180 major art fairs, covering either fine arts or decorative 
works, took place in 2014 in which sales of works of art recorded around $12 billon. 
Moreover, dealers have achieved more than thirty percent of their annual sales by attending 
various art fairs.  
Secondly, the growing popularity of digital platforms has had a significant influence on the 
field of visual arts, including virtual curation and the consumption of art. While echoing the 
LQFUHDVHLQYLVLWRUV¶GHPDQGV cultural institutions have confronted the issue of digitalisation 
of their own artworks (Marty 2008; Russo and Watkins 2007). Moreover, every actor in the 
arts market can have their own homepage for presenting their artwork, in the case of artists, 
and their artists, in the case of dealers. By doing so, artists and dealers meet more consumers. 
However, the emergence of online trading in this area has developed more slowly than other 
fields as it requires ³proximity and physical, tactile interactions´ between consumers and 
works of art (Velthuis and Curioni 2015, 18). Nevertheless, the CAM continues to show a 
steep growth in the online sales of visual works of art: estimated online sales were $1.57 
billion or 1.6 percent of the entire art market for 2013. With an annual growth rate of 
nineteen percent, online sales will reach $3.76 billion by 2018 (Hiscox 2014). 
The Uncertain Value of Contemporary Arts 
We previously demonstrated the notable trend of being brands in the CAM. The issue of 
disproportionate branding effect in the CAM originates from the uncertain value of artworks 
(Alexander and Bowler 2014; Yogev 2010; Zorloni 2013; Jyrämä and Äyväri 2010; Peterson 
1997; Hirsch 1972; Wijnberg and Gemser 2000). Although the economic value of artworks is 
partly influenced by the inherent features of the artworks VXFK DV WKH ³VW\OH PHGLXP
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technique, size, DQGFRQWHQW´(Yogev 2010, 512), one cannot rely upon any objective or moral 
standard (Pénet and Lee 2014). Unlike material goods, according to Peterson (1997), the 
value of visual art cannot be calculated by the expenditure of raw material used in making it 
such as canvas, paints, brush, or the artists¶ working force.  
With regard to the consumption of arts, there are two types of consumers: buyers and 
audience. To appreciate the confronted artwork properly (especially conceptual works), the 
audience need to acquire knowledge about artworks which is often delivered by 
intermediaries in the market. As with other credence goods (Darby and Karni 1973), buyers 
also need to have additional information for judging the quality of artworks even after 
purchasing them. Thus, the act of buying an artwork means not only the ownership of it, but 
also ³buying into [traders¶] reputation, taste, and understanding of the market´ (Robertson 
2005, 24). In addition, in the production side of the market, artists heavily rely on other actors¶ 
activities in the distribution system of the market; Giuffre (1999), notes that artists inevitably 
need galleries for generating publicity and making profits.  
The uncertain value of visual art contributes to the constitution of a unique market structure 
in which the role of third-party players is highlighted. Therefore, we point out that examining 
the valuation issue in the CAM is pertinent to understanding the holistic structure of the 
market. The question that follows is why valuation is more important in the CAM than in 
other art markets. The answer to this question is associated with the fluidity in the market.  
The Fluidity of the Valuation Structure in the Arts Market 
The organisation of the art world is in a state of flux. Based on the theory of field by 
Bourdieu (1984), Giuffre (1999, 830) insists that players in the arts market move in a way to 
³reposition themselves relative to each other´, which leads to a continuously changing 
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structure of the market. We point out two noteworthy issues regarding the reason for this 
dynamic in the arts market: breaking conventions and the emergence of new intermediaries. 
First, some artists tend to produce artworks conforming to a dominant artistic style ± 
convention (in Becker 1974) ± whereas other innovative artists challenge the dominant style. 
Butler (2000, 355) further argues that artists are unwilling to follow others because ³[i]n the 
arts world, artists feel they must shun the notion of following, and produce or perform out of 
their RZQFRPPLWPHQWWRWKHLUILHOG´.  
According to Becker (1982), artists who intend to break existing conventions find it harder to 
circulate their artworks whilst they might have more freedom in producing their works. Once 
artists present a new style of artworks, the members of the art world might or might not 
contribute to accepting or denying these artworks. Although the activities of breaking 
convention by some artists are not always rewarded, the success of an endorsement ³gives a 
raison d¶etre to the rest´ (Thornton 2008, XV).  Then, the group of artists producing artworks 
within an accepted artistic style are recognised and labelled by critics who give a rationale for 
occupying a certain position in art history.  
In the CAM, artists intentionally stress the concept of their work rather than its beauty. Danto 
(1997) argues that the shift from the appearance of artworks to their ideas marks the current 
era. Similarly, Peterson (1997, 244) points out that artists in this era keep questioning ³artistic 
value and authorship central to the subject matter of their works´, which makes valuation in 
the market more problematic. As contemporary artists keep breaking conventions, it is a 
challenge for the public to appreciate their works of art and for art professionals to value 
them. Therefore, the structure of valuation would also have to change in order to judge a new 
style or form of contemporary art.  
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Secondly, new types of institutions affecting the valuation system in the arts market have 
emerged due to globalisation (Velthuis 2012). The last two decades have witnessed the 
gradual expansion of sales in the CAM by means of digital platforms and arts fairs. More 
importantly, along with biennales, the gatekeeping role of arts fairs in terms of selection 
procedure has become conspicuous (Curioni, Forti, and Leone 2015). The record of 
SDUWLFLSDWLQJLQVXFKHYHQWVHVSHFLDOO\ELHQQDOHLV³RIWHQUHJDUGHGZLWKLQ [the arts] industry 
DV FRQIHUULQJD VHDO RI DSSURYDORQDQ DUWLVW¶VZRUNV´ (Rodner, Omar, and Thomson 2011, 
324). On the other hand, increasing online transactions of visual artworks have significant 
influence upon altering the structure of the market, not only disturbing the traditional arts 
market but also engaging with it (Khaire 2015). Therefore, art fairs and digital platforms as 
new intermediaries contribute to altering the original structure of valuation by legitimating 
artworks in the CAM (Lee and Lee 2016).  
Discussion and Conclusion  
Echoing Fillis (2011), the academic literature on arts marketing has evolved from its basis of 
applying marketing theory to cultural institutions to capturing innovative lessons for 
marketing theory by exploring the artistic context. Scholars in the US have contributed to 
such development by offering invaluable and creative insights to the marketing context. 
Brands have become more important for judging the quality of contemporary artworks rather 
than the content of artworks per se in the market. Therefore, questions such as who made it, 
who deals it, who previously possessed it, and where it was displayed add to the value of the 
artwork. %UDQGHG DFWRUV ³FRQIHU D JXDUDQWHH RQ DUWZRUNV JLYLQJ FRQVXPHUV D VHQVH RI
security and sustainability in a market that iV FRQVWDQWO\ LQ IOX[´ (Rodner, Omar, and 
Thomson 2011, 320). Most notably Schroeder (2010; 2005) and Thompson (2014; 2008) 
have pioneered a new direction of arts marketing research in propagating the importance of 
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branding in the CAM. However, a more careful scrutiny of new trends in the CAM is 
warranted for further developing the academic field of arts marketing. 
The key trends in the CAM, consideration of reputable people/institutions as brands and the 
rising importance of art fairs and digital platforms, can be explored in each of the three 
perspectives we have categorised in this paper. The focus of research in Marketing of Arts 
Organisations is on the application of branding as one of the marketing tools for individual 
brands in the CAM. When the brand is a person, for instance, maximising the exposures of 
the brand to the public, namely personal branding (Montoya 2002), might be a suitable 
approach to analyse the phenomenon of being a brand in the CAM. In Marketing with 
Artworks/Artists, the discovery of lessons for branding is the main objective for researchers in 
exploring artistic practice (Schroeder 2005). Although both perspectives contribute to the 
development of arts marketing, their approaches to the CAM hardly provide a systematic 
account of the following issues: why the market considers particular people/institutions as 
brands; what is the meaning of brands in the CAM and why brands become important in the 
CAM; how art fairs and digital platforms become new intermediaries and how they change 
the hierarchical structure in the field of arts. In this paper, we insist that these questions can 
be explored more fruitfully from the perspective of Marketing from the Art World.  
The complex and fluid valuation structure in the CAM driven by the uncertain value of 
contemporary arts and the repositioning of inner members in the art world are the compelling 
research items to be explored at the societal level. Therefore, we argue that scholars in arts 
marketing need to build on the sociological perspective of Marketing from the Art World in 
exploring branded institutions or people (artists, museums or collectors) in the CAM. Since 
the necessity of brands originates from the uncertain value of arts, the symbolic value of 
contemporary artworks, rather than their functional features, is highlighted and the value is 
collectively constructed or bestowed in the art world. 
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However, our assessment of the current literature on Marketing from the Art World, led by 
some European scholars (Kerrigan et al. 2011; Hewer, Brownlie, and Kerrigan 2013; Rodner 
and Preece 2015; Rodner and Kerrigan 2014) is that it has not explicitly addressed the power 
relationships between players or agents in the art world. As the role of intermediaries in 
establishing the value of artworks in the arts market is conspicuous, it is obvious to see their 
struggles for power (Bourdieu 1996) or collective actions (Becker 1982). In particular, in the 
CAM, the explosion of autonomous or independent artists (Heinich 2012) highlights the 
growing need to gain legitimacy of their creations in the art world.  As the value of their 
works has not yet been approved, there needs to be a collective endorsement by several 
intermediaries. In this sense, exploring young/emerging artists provides a way to deepen the 
understanding of the CAM (Lee and Lee 2016). Some scholars have shifted their attention 
from famous artists (Muñiz, Norris, and Fine 2014; Schroeder 1997, 2005) to 
young/emerging artists /HKPDQ DQG :LFNKDP  2¶5HLOO\ 2005; Preece and Kerrigan 
2015; Rodner and Preece 2015). Future research could investigate the process by which 
young/emerging DUWLVWV¶ ZRUNV DUH YDOXHG LQ WKH PDUNHW DQG KRZ WKH\ struggle against the 
inequality of power in such a process. 
New intermediaries such as digital platforms and arts fairs have significant effects upon the 
dynamics of the CAM, transforming mechanisms of the existing valuation system. Thus, 
traditional market intermediaries should figure out how to respond to the new players in order 
to keep their influence on the valuing process. Although several scholars have studied art 
fairs (Thompson 2011; Yogev and Grund 2012), researchers in arts marketing could pay 
more attention to these new players and emerging trends. In particular, future research could 
investigate how art fairs function as a medium for constituting the art world (Curioni 2014; 
Curioni, Forti, and Leone 2015; Garutti 2014; Schultheis 2015) and how digital platforms 




Alexander, V.D. 2003. Sociology of the Arts: Exploring Fine and Popular Forms. Oxford, 
UK: Blackwell Publishing. 
Alexander, V.D., and A.E. Bowler. 2014. Art at the Crossroads: The Arts in Society and the 
Sociology of Art. Poetics 43: 1±19. 
Alpert, J.I., and M.I. Alpert. 1990. Music Influences on Mood and Purchase Intentions. 
Psychology & Marketing 7 (2): 109±33. 
Andreasen, A.R., and R.W. Belk. 1980. Predictors of Attendance at the Performing Arts. 
Journal of Consumer Research 7 (2): 112±20. 
Bain, A. 2005. Constructing an Artistic Identity. Work, Employment & Society 19 (1): 25±46. 
Barragán, P. 2008. The Art Fair Age. Milan: Charta. 
Baumann, S. 2007. A General Theory of Artistic Legitimation: How Art Worlds Are like 
Social Movements. Poetics 35 (1): 47±65. 
Becker, H.S. 1974. Art as Collective Action. American Sociological Review 39 (6): 767±76. 
²²². 1982. Art Worlds. Berkeley, CA: University of California Press. 
Belk, R.W., and A. Andreasen. 1982. The Effects of Family Life Cycle on Arts Patronage. 
Journal of Cultural Economics 6 (2): 25±35. 
Boorsma, M. 2006. A Strategic Logic for Arts Marketing. International Journal of Cultural 
Policy 12 (1): 73±92. 
Boorsma, M., and F. Chiaravalloti. 2010. Arts Marketing Performance: An Artistic-Mission-
Led Approach to Evaluation. The Journal of Arts Management, Law, and Society 40 (4): 
297±317. 
Botti, S. 2000. What Role for Marketing in the Arts? An Analysis of Arts Consumption and 
Artistic Value. International Journal of Arts Management 2 (3): 28±47. 
Bourdieu, P. 1984. Distinction: A Social Critique of the Judgement of Taste. London: 
Routledge. 
²²². 1993. The Field of Cultural Production: Essays on Art and Literature. Oxford, UK: 
Poliry Press. 
²²². 1996. THE RULES OF ART: Genesis and Structure of the Literary Field. Stanford, 
CA: Stanford University Press. 
Bradshaw, A. 2010. Before Method: Axiomatic Review of Arts Marketing. International 
Journal of Culture, Tourism and Hospitality Research 4 (1): 8±19. 
Bradshaw, A., and M.B. Holbrook. 2007. Remembering Chet: Theorizing the Mythology of 
the Self-Destructive Bohemian Artist as Self-Producer and Self-Consumer in the Market 
for Romanticism. Marketing Theory 7 (2): 115±36. 
23 
 
Bradshaw, A., F. Kerrigan, and M.B. Holbrook. 2010. Challenging Conventions in Arts 
Marketing. In Marketing the Arts; A Fresh Approach HGLWHG E\ 'DUDJK 2¶5HLOO\ DQG
Finola Kerrigan, 5±17. Abingdon, Oxon: Routledge. 
Brown, S., and A. Patterson. 2000. Imagining Marketing: Art, Aesthetics and the Avant-
Garde. New York: Routledge. 
Butler, P. 2000. By Popular Demand: Marketing the Arts. Journal of Marketing Management 
16 (4): 343±64. 
Byrnes, W.J. 2009. Management and the Arts. 4th ed. Burlington, MA: Focal Press. 
Caldwell, N.G. 2000. The Emergence of Museum Brands. International Journal of Arts 
Management 2 (3): 28±34. 
Caldwell, N.G., and J. Coshall. 2002. Measuring Brand Associations for Museums and 
Galleries Using Repertory Grid Analysis. Management Decision 40 (4): 383±92. 
Camarero, C., M.J. Garrido-Samaniego, and E. Vicente. 2012. Determinants of Brand Equity 
in Cultural Organizations: The Case of an Art Exhibition. The Service Industries Journal 
32 (9): 1527±49. 
Camarero, C., M.J. Garrido, and E. Vicente. 2010. Components of Art Exhibition Brand 
Equity for Internal and External Visitors. Tourism Management 31 (4): 495±504. 
Chong, D. 2009. Arts Management. London: Routledge. 
Chung, T.-L., S. Marcketti, and A.M. Fiore. 2014. Use of Social Networking Services for 
Marketing Art Museums. Museum Management and Curatorship 29 (2): 188±205. 
Colbert, F., J. Nantel, S. Bilodeau, and W.D. Poole. 1994. Marketing Culture and the Arts. 
Montreal: morin. 
Colbert, F., and Y. St-James. 2014. Research in Arts Marketing: Evolution and Future 
Directions. Psychology & Marketing 31 (August): 566±75. 
Curioni, S.B. 2014. Which Fairs-Which Art: Exchange Rituals and Impossible Market. In 
Fairland: Explorations, Insights and Outlooks on the Future of Art Fairs, edited by 
Francesco Garutti, 27±40. Rome: Koenig Books & Mousse Publishing. 
Curioni, S.B., L. Forti, and L. Leone. 2015. Making Visible: Artists and Galleries in the 
Global Art System. In Cosmopolitan Canvases: The Globalization of Markets for 
Contemporary Art, edited by Olav Velthuis and Stefano Baja Curioni, 1sted., 55±77. 
New York: Oxford University Press. 
Dalley, J. 2013. Fairground Spin--offs. Financial Times, May 3. 
https://www.ft.com/content/b9cb4f66-b279-11e2-8540-00144feabdc0. 
Danto, A.C. 1964. The Artworld. The Journal of Philosophy 61 (19): 571±84. 
²²². 1997. After the End of Art: Contemporary Art and the Pale of History. Princeton, NJ: 
Princeton University Press. 
Darby, M.R., and E. Karni. 1973. Free Competition and the Optimal Amount of Fraud. 
Journal of Law and Economics 16 (1): 67±88. 
24 
 
Dickie, G. 1974. Art and the Aesthetic: An Institutional Analysis. Ithaca, NJ: Cornell 
University Press. 
Diggle, K. 1976. Marketing the Arts. London: The City University. 
²²². 1984. Guide to Arts Marketing. London: Rhinegold Publishing Ltd. 
²²². 1994. Arts Marketing. London: Rhinegold Publishing. 
Ebewo, P., and M. Sirayi. 2009. The Concept of Arts/Cultural Management: A Critical 
Reflection. The Journal of Arts Management, Law, and Society 38 (4): 281±95. 
Epstein, E.J. 1982. Have You Ever Tried to Sell a Diamond? Atlantic Monthly. 
https://www.theatlantic.com/magazine/archive/1982/02/have-you-ever-tried-to-sell-a-
diamond/304575/. 
Evrard, Y., and F. Colbert. 2000. Arts Management: A New Discipline Entering the 
Millennium? International Journal of Arts Management 2 (2): 4±13. 
Fillis, I. 2000. The Endless Enigma or the Last Self-Portrait. In Imagining Marketing, edited 
by Stephen Brown and Anthony Patterson, 36±51. New York: Routledge. 
²²². 2004. The Entrepreneurial Artist as Marketer: Drawing from the Smaller-Firm 
Literature. International Journal of Arts Management 7 (1): 9±21. 
²²². 2006. A Biographical Approach to Researching Entrepreneurship in the Smaller 
Firm. Management Decision 44 (2): 198±212. 
²²². 2009. An Evaluation of Artistic Influences on Marketing Theory and Practice. 
Marketing Intelligence & Planning 27 (6): 753±74. 
²²². 2011. The Evolution and Development of Arts Marketing Research. Arts Marketing: 
An International Journal 1 (1): 11±25. 
²²². 2015. The Production and Consumption Activities Relating to the Celebrity Artist. 
Journal of Marketing Management 31 (5±6): 646±64. 
Fillis, I., and R. Rentschler. 2005. Using Creativity to Achieve an Entrepreneurial Future for 
Arts Marketing. International Journal of Nonprofit and Volountary Sector Marketing 10 
(4): 275±87. 
Fournier, S. 1998. Consumers and Their Brands: Developing Relationship Theory in 
Consumer Research. Journal of Consumer Research 24 (4): 343±53. 
Freeland, C. 2001. But Is It Art? Oxford, UK: Oxford University Press. 
Garbarino, E., and M.S. Johnson. 1999. The Different Roles of Satisfaction, Trust, and 
Commitment in Customer Relationships. Journal of Marketing 63 (2): 70±87. 
Garutti, F. 2014. Introduction. In Fairland: Explorations, Insights and Outlooks on the 
Future of Art Fairs, edited by Francesco Garutti, 13±24. Rome: Koenig Books & 
Mousse Publishing. 




Hagtvedt, H., and V. Patrick. 2008a. Art and the Brand: The Role of Visual Art in Enhancing 
Brand Extendibility. Journal of Consumer Psychology 18: 212±22. 
²²². 2008b. Art Infusion: The Influence of Visual Art on the Perception and Evaluation 
of Consumer Products. Journal of Marketing Research 45 (3): 379±89. 
Hatch, M.J., and J. Rubin. 2006. The Hermeneutics of Branding. Journal of Brand 
Management 14 (1/2): 40±59. 
Hede, A.-M. 2007. Branding Museums in the Global Market Place. In Museum Marketing, 
edited by Ruth Rentschler and Anne-Marie Hede, 151±58. Oxford, UK: Elsevier Ltd. 
Heinich, N. 2012. Mapping Intermediaries in Contemporary Art according to Pragmatic 
Sociology. European Journal of Cultural Studies 15 (6): 695±702. 
Hetsroni, A., and R.H. Tukachinsky. 2005. The Use of Fine Art in Advertising: A Survey of 
Creatives and Content Analysis of Advertisements. Journal of Current Issues & 
Research in Advertising 27 (1): 93±107. 
+HZHU3'%URZQOLHDQG).HUULJDQµ7KH([SORGLQJ3ODVWLF,QHYLWDEOH¶µ%UDQGLQJ
%HLQJ¶%UDQG:DUKRO	 WKH)DFWRU\<HDUV Scandinavian Journal of Management 29 
(2): 184±93. 
+LOO ( & 2¶6XOOLYDQ DQG 7 2¶6XOOLYDQ  Creative Arts Marketing. London: 
Butterworth-Heinemann. 
Hirsch, P.M. 1972. Processing Fads and Fashions: An Organization-Set Analysis of Cultural 
Industry Systems. American Journal of Sociology 77 (4): 639±59. 
Hirschman, E.C. 1983. Aesthetics, Ideologies and the Limits of the Marketing Concept. 
Journal of Marketing 47 (3): 45±55. 
Hiscox. 2014. The Hiscox Online Art Trade Report 2014. London, England. 
http://www.hiscoxgroup.com/~/media/Files/H/Hiscox/reports/The-Hiscox-online-art-
trade-report-new-version.pdf. 
Holt, D.B. 2004. How Brands Become Icons: The Principles of Cultural Branding. Boston, 
Massachusetts: Harvard Business Press. 
Jyrämä, A., and A. Äyväri. 2010. Marketing Contemporary Visual Art. Marketing 
Intelligence & Planning 28 (6): 723±35. 
Kerrigan, F., D. Brownlie, P. Hewer, and C. Daza-/H7RX]H  µ6SLQQLQJ¶ :DUKRO
Celebrity Brand Theoretics and the Logic of the Celebrity Brand. Journal of Marketing 
Management 27 (13±14): 1504±24. 
Khaire, M. 2015. Art Without Borders? Online Firms and the Global Art Market. In 
Cosmopolitan Canvases: The Globalization of Markets for Contemporary Art, edited by 
Olav Velthuis and Stefano Baia Curioni, 102±28. New York: Oxford University Press. 
Kirchner, T.A., and R. Rentschler. 2015. External Impact of Arts Management Research: An 
Extended Analysis. International Journal of Arts Management 17 (3): 46±67. 
Kornberger, M. 2010. Brand Society: How Brands Transform Management and Lifestyle. 
26 
 
Cambridge, UK: Cambridge University Press. 
Kotler, N., and P. Kotler. 2000. Can Museums Be All Things to All People?: Missions, Goals, 
and 0DUNHWLQJ¶V5ROHMuseum Management and Curatorship 18 (3): 271±87. 
Kotler, N., P. Kotler, and W. Kotler. 2008. Museum Marketing and Strategy: Designing 
Missions, Building Audiences, Generating Revenue and Resources. 2nd ed. San 
Francisco, CA: John Wiley & Sons. 
Kotler, P. 1980. Foreword. In Marketing the Arts, edited by Michael P. Mokwa, William M. 
Dawson, and E. Arthur Prieve, xiii±xv. New York: Praeger Publishers. 
Kotler, P., and S.J. Levy. 1969. Broadening the Concept of Marketing. Journal of Marketing 
33 (1): 10±15. 
Kotler, P., and J. Scheff. 1997. Standing Room Only: Strategies for Marketing the 
Performing Arts. Boston, Massachusetts: Harvard business press. 
.XEDFNL.DQG'2¶5HLOO\$UWV0DUNHWLQJ ,QContemporary Issues in Marketing 
and Consumer Behaviour, edited by Elizabeth Parsons and Pauline Maclaran, 1st:55±71. 
Oxford, UK: Butterworth-Heinemann. 
Lee, H.-K. 2005. When Arts Met Marketing: Arts Marketing Theory Embedded in 
Romanticism. International Journal of Cultural Policy 11 (3): 289±305. 
Lee, S.H., and J.W. Lee. 2016. Art Fairs as a Medium for Branding Young and Emerging 
Artists: The Case of Frieze London. The Journal of Arts Management, Law, and Society 
46 (3): 95±106. 
Lehman, K. 2009. Self-Marketing and the Visual Arts. In AIMAC 2009, 10th International 
Conference on Arts and Cultural Management. Dallas. 
Lehman, K., and M. Wickham. 2014. Marketing Orientation and Activities in the Arts-
0DUNHWLQJ&RQWH[W,QWURGXFLQJD9LVXDO$UWLVWV¶0DUNHWLQJ7UDMHFWRU\0RGHOJournal 
of Marketing Management 30 (7±8): 664±96. 
Lewis, R.W. 1996. Absolut Book.: The Absolut Vodka Advertising Story. Boston: Tuttle 
Publishing. 
Liu, C., H. Liu, and W. Lin. 2013. Constructing Customer-Based Museums Brand Equity 
Model: The Mediating Role of Brand Value. International Journal of Tourism Research 
17 (3): 229±38. 
MacNeill, K., and M. Wilson-Anastasios. 2014. Fine Art Marketing And Consumption. In 
The Routledge Companion to Arts Marketing HGLWHG E\ 'DUDJK 2¶5HLOO\ 5XWK
Rentschler, and Theresa A Kirchner, 296±305. Abingdon, Oxon: Routledge. 
Marty, P.F. 2008. Museum Websites and Museum Visitors: Digital Museum Resources and 
Their Use. Museum Management and Curatorship 23 (1): 81±99. 
McAndrew, C. 2015. TEFAF Art Market Report 2015. Helvoirt, the Netherlands. 
http://tbamf.org.uk/wp-content/uploads/2015/03/TEFAF2015.pdf. 
McCracken, G. 1990. Matching Material Cultures: Person-Object Relations inside and 
27 
 
Outside the Ethnographic Museum. Advances in Nonprofit Marketing 3: 27±47. 
²²². 1993. The Value of the Brand: An Anthropological Perspective. In Brand Equity & 
$GYHUWLVLQJ $GYHUWLVLQJ¶V 5ROH LQ %XLOGLQJ 6WURQJ %UDQGV, edited by David A. Aaker 
and Alexander L. Biel, 125±39. Hillsdale, NJ: Lawrence Erlbaum Associates, Inc. 
Melillo, J. V. 1983. Market the Arts! New York: Foundation for the Extension and 
Development of the American Professional Theatre. 
Mokwa, M.P., W.M. Dawson, and E.A. Prieve. 1980. Marketing the Arts. New York: Praeger 
Publishers. 
Mokwa, M.P., K. Nakamoto, and B.M. Enis. 1980. Marketing Management and the Arts. In 
Marketing the Arts, edited by Michael P. Mokwa, William M. Dawson, and E. Arthur 
Prieve, 14±28. New York: Praeger Publishers. 
Montoya, P. 2002. The Personal Branding Phenomenon: Realize Greater Influence, 
Explosive Income Growth and Rapid Career Advancement by Applying the Branding 
Techniques of Michael, Martha & Oprah. USA: Personal Branding Press. 
Muñiz, A.M., T. Norris, and G.A. Fine. 2014. Marketing Artistic Careers: Pablo Picasso as 
Brand Manager. European Journal of Marketing 48 (1/2): 68±88. 
Newman, D. 1977. Subscribe Now!: Building Arts Audiences through Dynamic Subscription 
Promotion. New York: Theatre Communications Group. 
2¶5HLOO\ '  7KH 0DUNHWLQJFUHDWLYLW\ ,QWHUIDFH $ &DVH 6WXG\ RI D 9Lsual Artist. 
International Journal of Nonprofit and Voluntary Sector Marketing 10 (4): 263±74. 
²²². 2011. Mapping the Arts Marketing Literature. Arts Marketing: An International 
Journal 1 (1): 26±38. 
2¶5HLOO\'DQG).HUULJDQMarketing the Arts: A Fresh Approach. Abingdon, Oxon: 
Routledge. 
2¶5HLOO\ ' 5 5HQWVFKOHU DQG 7$ .LUFKQHU  The Routledge Companion to Arts 
Marketing. Abingdon, Oxon: Routledge. 
Pénet, P., and K. Lee. 2014. Prize & Price: The Turner Prize as a Valuation Device in the 
Contemporary Art Market. Poetics 43: 149±71. 
Pérez-Cabañero, C., and M. Cuadrado-García. 2011. Research Over the First Ten AIMAC 
Conferences. International Journal of Arts Management 13 (3): 56±68. 
Peterson, K. 1997. The Distribution and Dynamics of Uncertainty in Art Galleries: A Case 
Study of New Dealerships in the Parisian Art Market, 1985-1990. Poetics 25: 241±63. 
3KLOOLSV0DQG'2¶5HLOO\0DMRU&DVH6WXG\5HWKLQNLQJ7DWH0RGHUQDVDQ$UW
0XVHXP µ%UDQG¶ ,Q Museum Marketing, edited by Ruth Rentschler and Anne-Marie 
Hede, 186±91. Oxford, UK: Elsevier Ltd. 
Powell, W.W., and P.J. DiMaggio. 1991. The New Institutionalism in Organizational 
Analysis. Chicago, IL: University of Chicago Press. 
Preece, C., and F. Kerrigan. 2015. Multi-Stakeholder Brand Narratives: An Analysis of the 
28 
 
Construction of Artistic Brands. Journal of Marketing Management 31 (11±12): 1207±
30. 
Rentschler, R. 2002. Museum and Performing Arts Marketing: The Age of Discovery. The 
Journal of Arts Management, Law, and Society 32 (1): 7±14. 
Rentschler, R., and T.A. Kirchner. 2012. Arts Management/marketing Journal Citation 
$QDO\VLV(?$VVHVVLQJ([WHUQDO,PSDFW$UWV0DUNHWLQJࣟ$Q,QWHUQDWLRQDO-RXUQDO 2 (1): 
6±20. 
Rentschler, R., and D. Shilbury. 2008. Academic Assessment of Arts Management Journals: 
A Multidimensional Rating Survey. International Journal of Arts Management 10 (3): 
60±71. 
Rentschler, R., and G. Wood. 2001. Cause Related Marketing: Can the Arts Afford Not to 
Participate? Services Marketing Quarterly 22 (1): 57±69. 
Ridge, J. 2006. The Tate Brand: Its Consequences for the Care and Presentation of Tate 
Collections. Studies in Conservation 51 (3): 23±29. 
5LRW ( & &KDPDUHW DQG ( 5LJDXG  0XUDNDPL RQ WKH %DJ /RXLV 9XLWWRQ¶V
Decommoditization Strategy. International Journal of Retail & Distribution 
Management 41 (11/12): 919±39. 
Robertson, I. 2005. The International Art Market. In Understanding International Art 
Markets and Management, edited by Iain Robertson, 13±36. Abingdon, Oxon: 
Routledge. 
Rodner, V.L., DQG ) .HUULJDQ  7KH $UW RI %UDQGLQJ í /HVVRQV IURP 9LVXDO $UWLVWV
Arts Marketing: An International Journal 4 (1/2): 101±18. 
Rodner, V.L., M. Omar, and E. Thomson. 2011. The Brand-Wagon: Emerging Art Markets 
and the Venice Biennale. Marketing Intelligence & Planning 29 (3): 319±36. 
Rodner, V.L., and C. Preece. 2015. Painting the Nation: Examining the Intersection Between 
Politics and the Visual Arts Market in Emerging Economies. Journal of 
Macromarketing 38 (2): 128±48. 
Russo, A., and J. Watkins. 2007. Digital Cultural Communication: Audience and 
Remediation. In Theorizing Digital Cultural Heritage, edited by Fiona Cameron and 
Sarah Kenderdine, 149±64. Cambridge, MA: MIT Press. 
Schiuma, G. 2011. The Value of Arts for Business. Cambridge: Cambridge University Press. 
Schroeder, J.E. 1997. Andy Warhol: Consumer Researcher. In Advances in Consumer 
Research, edited by Merrie Brucks and Deborah J. Maclnnis, 24:476±82. Provo, UT: 
Association for Consumer Research. 
²²². 2005. The Artist and the Brand. European Journal of Marketing 39 (11/12): 1291±
1305. 
²²². 2006. Aesthetics Awry: The Painter of LightTM and the Commodification of Artistic 
Values. Consumption, Markets and Culture 9 (2): 87±99. 
29 
 
²²². 2010. The Artist in Brand Culture. In Marketing the Arts; A Fresh Approach, edited 
E\'DUDJK2¶5HLOO\DQG)LQROD.HUULJDQ±30. Abingdon, Oxon: Routledge. 
Schroeder, J.E., and J.L. Borgerson. 2002. Innovations in Information Technology: Insights 
from Italian Renaissance Art. Consumption Markets & Culture 5 (2): 153±69. 
6FKXOWKHLV) (FRQRP\RI6\PEROLF*RRGV(?(WKQRJUDSKLFDO([SORUDWLRQV DW KH$UW
Basel . In Contribution to a Workshop on Documenta 2017, 1±4. Athenes. 
Scott, C. 2007. Branding Museum. In Museum Marketing, edited by Ruth Rentschler and 
Anne-Marie Hede, 169±85. Oxford, UK: Elsevier Ltd. 
Thompson, D. 2008. The $12 Million Stuffed Shark: The Curious Economics of 
Contemporary Art. London: Aurrum Press Ltd. 
²²². 2011. Arf Fair: The Market as Medium. In Negotiating Values in the Creative 
Industries, edited by Brian Moeran and Jesper Strandgaard Pedersen, 59±72. Cambridge: 
Cambridge University Press. 
²²². 2014. The Supermodel and the Brillo Box: Back Stories and Peculiar Economics 
from the World of Contemporary Art. New York: Palgrave Macmillan. 
Thornton, S. 2008. Seven Days In The Art World. 1st ed. London, UK: Granta Books. 
van Maanen, H. 2009. How to Study Art Worlds: On the Societal Functioning of Aesthetic 
Values. Amsterdam, The Netherlands: Amsterdam University Press. 
Velthuis, O. 2012. The Contemporary Art Market between Stasis and Flux. In Contemporary 
Art and Its Commercial Markets: A Report on Current Conditions and Future Scenarios, 
edited by Maria Lind and Olav Velthuis, 17±50. Berlin: Sternberg Press. 
²²². 2014. The Impact of Globalisation on the Contemporary Art Market. In Risk and 
Uncertainty in the Art World, edited by Anna M. Dempster, 87±108. London: 
Bloomsbury. 
Velthuis, O., and S.B. Curioni. 2015. Making Market Global. In Cosmopolitan Canvases: 
The Globalization of Markets for Contemporary Art, edited by Olav Velthuis and 
Stefano Baja Curioni, 1±30. New York: Oxford University Press. 
Venkatesh, A., and L.A. Meamber. 2006. Arts and Aesthetics: Marketing and Cultural 
Production. Marketing Theory 6 (1): 11±39. 
Wijnberg, N.M., and G. Gemser. 2000. Adding Value to Innovation: Impressionism and the 
Transformation of the Selection System in Visual Arts. Organization Science 11 (3): 
323±29. 
Yanal, R.J. 1998. The Institutional Theory of Art. The Encyclopedia of Aesthetics 2: 284±85. 
Yogev, T. 2010. The Social Construction of Quality: Status Dynamics in the Market for 
Contemporary Art. Socio-Economic Review 8 (3): 511±36. 
Yogev, T., and T. Grund. 2012. Network Dynamics and Market Structure: The Case of Art 
Fairs. Sociological Focus 45 (1): 23±40. 














Chong (2009, 131) ³0DUNHWLQJWKHDUWVWKHDUWVIRUPDUNHWLQJ´ 
 
Table 2. Three perspectives on arts marketing and their implications for branding     
Perspectives Logics Key Studies  Implications for 
Branding 




Applying marketing models to 
artists or art organisation  
 
Kotler (1980) 
Diggle (1976;1984; 1994) 
Newman (1977) 
Kotler and Scheff (1997) 
Kotler, Kotler, and Kotler (2008) 
Andreasen and Belk (1980); 
Belk and Andreasen (1982); 
Garbarino and Johnson (1999) 
Thompson (2008; 2014) 
Branding is one of 
marketing tools for 
increasing the reputation 





Using the characteristic of arts 
as part of marketing strategies.  
Alpert and Alpert (1990) 
Hagtvedt and Patrick (2008a); 
Hagtvedt and Patrick (2008b) 
Hetsroni and Tukachinsky 
(2005) 
Branding uses aesthetic in 
the arts 
Considering the context of arts 
as a source of marketing ideas 
Schroeder (1997; 2005; 2010) 
Schroeder and Borgerson (2002) 
Brown and Patterson (2000) 
Muñiz, Norris, and Fine(2014) 
Branding learns from 
artistic practice.  




Highlighting the social 
mechanisms for yielding the 
symbolic meaning of the arts, 
and the process of legitimising 
artists and artworks 
 Branding is underpinned 
by the social network of 
diffusing the value of 
artworks. 
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